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Interaction with multimedia technology for artistic activ-
ities is a fairly young but intriguing domain, holding the
promise of a fundamental innovation of the European art
scene. Its development is linked with innovative trends
in the academic approach to digital humanities, and this
has strong links with the industrial sectors of virtual real-
ity, gaming, medical rehabilitation and learning. However,
despite the fact that Europe holds the biggest cultural pat-
rimony in the world, and that its artists are very innovative,
it is the Unites States of America that currently lead the re-
search on art preservation (including archival management
and related digital technologies). The academic curricula
on preservation offered in the US greatly out-number those
offered in Europe. As a result, overseas, professional fig-
ures with a multidisciplinary profile between the arts and
computer science are recognised, competitive and in de-
mand.
Europe has the potential to re-gain a leading role by ex-
ploiting the intrinsic value of its culture and creativity, which
“enables development and empowers people, with non-mo-
netised social benefit” 1 . The DaphNet project I aspires to
show that high-profile multidisciplinary professional fig-
ures have the power to accelerate and increase the eco-
nomic value of the European cultural heritage. The sector
in which these figures operate cuts across the arts, busi-
ness and connectivity, driving innovation and new business
models, with immediate spillovers in adjacent sectors such
as artistic production, scientific dissemination, education
and museum design. In addition, I want to prove that a
young woman can achieve this professional status.
These goals meet the priorities of the Work Programme
H2020 on the canalisation of advanced competences for
the safeguard and the promotion of European cultural her-
itage, and on interdisciplinary innovation for the European
cultural and creative sectors.
1 UNESCO, Creative Economy Report 2013 Special Edition, 2013,
Paris (France), p. 9, ISBN 978-92-3-001211-3
Copyright: c 2010 Federica Bressan et al. This is
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2. STATE OF THE ART
A major problem with the preservation of interactive art,
moreover, is that established archival practices require that
objects are made static for preservation, failing to capture
the essence of an art form that is dynamic and transitory.
During the past 10 years the archival community has grown
awareness about the specific problems of interactive art
preservation, starting dedicated workshops and symposia 2 ,
and some research projects 3 have shaped extremely in-
teresting concepts. However, the challenge is to produce
practical and re-usable shared output for the description of
interaction with artistic installations, so that installations
can be re-build even if the technologies have become ob-
solete. The practice of interactive art preservation today
remains unsatisfactory, open to ad hoc fixes that may save
the installation for the next exhibition, but certainly not for
the next generations to see, experience and learn. An ef-
fective model for the preservation of interactive art is cur-
rently missing. Yet research shows that the intrinsic use
of computer-based information technologies in art projects
requires a multidisciplinary approach to preservation.
DaphNet aims at contributing to a breakthrough solution
for this problem, by investigating the processes on which
human interaction with multimedia interactive art are based.
The main objective of this project is to define a frame-
work that describes how people interact with multimedia
art installations. This framework will comprise an ontol-
ogy for interactive art, and it will be based on empirical
work on artistic interaction. The goal is then to use this in
the model for interactive art preservation, so that a re-build
of the artwork, even with other technologies, can keep the
essence of the artistic interaction.
2 For example: “Digital Oblivion” organised in 2010 and 2011 by the
ZKM (Zentrum fr Kunst und Medientechnologie) in Karlsrhe, Germany.
3 [1] The Variable Media Initiative at the Guggenheim Foundation
(1999); [2] R. Fromm et al., Capturing Unstable Media Arts. A for-
mal model for describing and preserving aspects of electronic media
art, chapter in “Present Continuous Past(s)”, Springer Vienna, 2005, pp
174-189; [3] Inside Installations. Theory And Practice In The Care
Of Complex Artworks, T. Scholte and G. Wharton (eds.), Amsterdam
Univ. Press, 2011; [4] Matters in Media Art (since 2005), with the
New Art Trust (NAT) and its partner museums ? Museum of Modern
Art (MoMA), San Francisco Museum of Modern Art (SFMOMA) and
Tate Museum in London (http://www.tate.org.uk/about/projects/matters-
media-art); [5] Experience in the Archive. The central role of human ex-
perience [with] new media art (2007) with Lizzie Muller at the French
Canadian private Foundation Daniel Langlois (http://www.fondation-
langlois.org/html/e/page.php?NumPage=2096).
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DaphNet is interdisciplinary because it integrates knowl-
edge and instruments from different disciplines to create
a new model that could not occur if these were handled
separately. The added value of multidisciplinarity resides
in the ability of switching contexts, and the competences
represented in DaphNet allow for the connection between
the worlds of the humanities with engineering, with im-
mediate societal benefits by preserving artwork that might
otherwise be lost, producing more cost-effective and sus-
tainable models that address current archiving needs, and
creating business opportunities for new technologies and
services.
DaphNet is relevant because it addresses an important
new development in the European culture, which we are
currently failing to preserve and promote/capitalise. Due
to its influence on other art forms as well as on the contem-
porary culture, the evolution of interactive installation art
may be considered as important as the evolution of opera in
the XVII century. The work during DaphNet would unlock
the potential that interactive art has to inform and trans-
form other cultural and industrial sectors, attracting more
young researchers to engage in this field, and opening new
career opportunities for young professionals.
DaphNet is timely due to the fast decay of multimedia
artworks (with a life expectancy often limited to the time of
the exhibition), and to the heavy reliance of these artworks
on computer-based technology – making it subject to rapid
obsolescence. Expertise in digital archaeology is required
to recuperate artworks produced since the 1990s, as media
(e.g. floppy disks), programming languages, hardware and
software have already been replaced by several generations
of technology.
3. METHODOLOGY AND APPROACH
Notable recent studies carried out at IPEM are the basis
for the theoretical ontology and taxonomy of artworks, re-
flecting the type and degree of interaction designed by the
artist. I will develop a structured data storage system to en-
sure optimised management during the project, maximised
potential for dissemination, and persistence of the data af-
ter the project. Experimental pilots will then be carried out
in ecological settings, involving artworks provided by the
members of the network and users. I will extensively in-
terview artists and other actors involved in the world of the
arts, producing curated multimedia documentation. The
subjective data will be coupled with objective measure-
ments, including biometric sensors, motion sensors and
other sensing technologies. If necessary, new artworks
with specific features functional to the present study will
be commissioned to in-house artists at the IPEM centre,
who already agreed to collaborate. The above methods are
all standard at IPEM.
Figure 1. BilliArT installation at IPEM. Balls trajectories
graphically reconstructed with the motion capture data log,
and superimposed to the real-life video captured from the
top of the table.
The originality of this research work resides in: (1) the
topic of the investigation, i.e. multi-modal interaction in
the specific context of artistic installations; (2) in the mul-
tidisciplinary approach combining the arts, computer sci-
ence and digital humanities; and finally, (3) in the integra-
tion of subjective and objective data derived from empir-
ical observation. The main innovative aspects of my re-
search are (i) the application of the embodied cognition
paradigm to this research topic, and (ii) the exploitation of
the results of this project in the field of cultural heritage
preservation.
3.1 Gender mainstreaming
According to the definition of gender mainstreaming 4 , gen-
der analysis is cross-integrated at macro, meso and micro
levels throughout this project cycle. An extensive study on
the representation of women in the world of the arts (as
artists, curators, promoters, etc.) is currently missing. By
carrying out my research on interactive installations, I in-
tend to address the problem by: (1) collecting quantitative
data and statistics from the cultural institutions involved in
my project and the members of the project network; (2)
monitoring significant indicators with focused questions in
interviews, life stories and questionnaires. In addition, (3)
I will make sure that at least 40% of the participants in-
volved in the experiments are women; and (4) in the selec-
tion of artworks, I will assign a priority to women’s works
? granted that the characteristics of the installations meet
the requirements of the study. In all these activities, I will
be aided by experts in the field, whom I have already con-
tacted personally and whom have agreed to give their con-
tribution.
4 EU Commission. Manual for gender mainstreaming. Employment,
social inclusion and social protection policies, 2008.
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